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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
Elementary schools in many parts of the country 
' employ a plan of organization in which the classroom 
·. teacher is responsible for the teaching of all subjects 
·in the elementary school curriculum; therefore, it is 
important that various techniques of in-service education 
'be examined in an effort to determine effective means for 
providing professional growth in music of the classroom 
.teacher. 
I. THE PROBLEM 
Statement of the problem. The purposes of this 
study were: (1) to examine the techniques involved in 
-
the in-service preparation in music of the classroom 
teacher, and (2) to present a series of workshops in 
music for the elementary classroom teacher. 
Importance of the study. The workshop movement is 
not necessarily an exciting subject; rather, it is an 
I impressive one because of the great number of teachers 
I 
irlvolved and the sincerity of their effort. I An in-service music workshop stresses the intellec-
tual growth of the practicing teacher. No teacher should 
be' deprived of the opportunity to participate in such a 
I program. 
I 
While the self-contained classroom is ideal from most 
educational viewpoints, even its most enthusiastic advocates 
are aware of a primary weakness, namely, the inadequate 
preparation in music of the average classroom teacher. 
This study has been concerned with the values and 
function of the workshop in music education and the contri-
bution it can make to the in-service growth in music of the 
elementary classroom teacher. 
II. DEFINITIONS OF TERMS USED 
Classroom teacher. In this study, the term, "class-
' room teacher," refers to the teacher responsible for the 
·teaching of the entire curriculum of an elementary class-
,room. 
Self-contained classroom. The term, "self-contained 
classroom," re:ters to the plan of instructional organization 
which is characterized by the assignment of a group of 
children of approximately the same social maturity to a 
single teacher, who instructs in all areas of the elemen-
tary school curriculum. 
I 
I 
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\ . Consultant. The term, "consultant, 11 denotes a music ' 
specialist from whom the classroom teacher may obtain I . 
f'
1
essional assistance. 
pro-
The consultant provides the type of' 
\ 
in-service assistance which will enable the classroom 
teacher to become more skilled and confident in the teach-
ing of music. 
Teacher preparation institutions. This study uses 
the term, "teacher preparation institutions," to classify 
colleges of all types which offer specific curricula 
' designed to prepare teachers in the field of elementary 
school instruction. 
III. SOURCES OF DATA 
The sources of data included a review of profes-
\sional literature in the areas of general education and 
music education. Among the sources consulted were the 
' 
following: (l) Yearbooks of the Music Educators National 
Conference, (2) Yearbooks of the Music Teachers National 
Association, (3) bulletins of the Music Education Research 
Council of the Music Educators National Conference, 
(4) bulletins and Yearbooks of the National Education 
Association, (5) Yearbooks of the Association for Super-
' 
vision and Curriculum Development, (6) professional books 
in music education and general education, and (7) unpub-
I lished Masters' theses and Doctors' dissertations. 
3 
IV. ORGANIZATION OF THE REMAINDER 
OF THE STUDY 
The study consists of six chapters. The initial 
Chapter includes the statement of the problem, the purpose 
of the study, the importance of the problem, definitions 
of terms used, and the sources of data. Chapter II con-
sists of a review of related investigations. The defini-
tion, characteristics, and evaluation of the workshop is 
considered in Chapter III. Chapter IV is concerned with 
an examination of those factors relative to the function 
of the workshop. Chapter V consists of a detailed presen-
1tation of a series of twelve workshops designed for the 
~rofessional growth in music of the classroom teacher. 
' The final.Ohapter is devoted to a summary of the study, 
together with recommendations and suggestions for further 
studies. 
' 
4 
CHAPTER II 
REVIEW OF RELATED INVESTIGATIONS 
A review o£ related literature revealed numerous 
' studies involving teachers• needs and the competencies 
developed in State Teachers Colleges or in other insti-
tutions which prepare prospective teachers. For those 
teachers, who are educated in a Liberal Arts College, 
even less music is a part of the curriculum then is 
usually required in the Teachers Colleges. Barr makes 
,the following statements: 
The teacher is the ultimate agent o£ education. 
It is he who sets the daily tasks for the pupils or 
helps them to develop a plan of work. If education 
is ever to have any genuine influence in shaping 
character, or giving insight into life, the teacher 
will be the agent who will carry this influence. 
(2:323) 
The first statement of the above quotation is of 
particular importance to this study. ·Regardless of the 
number of consultants available to the teacher, and the 
amount of assistance given, it is the classroom teacher 
who will exert the greatest influence in the total intel-
lectual growth of the child. From the superintendent to 
the teacher, there will be a continuous process of plan-
ning. 
I w~o is ultimately responsible for the success or failure 
It is, however, the elementary classroom teacher 
I 
of the educational program of the classroom. 
' 
How important, then, is the elementary classroom 
teacher in the development of the music program? In the 
self-contained classroom plan of organization, the class-
room teacher is one of the most important single factors 
in a successful music program. The music consultant may 
, be a highly skilled musician and a superior music teacher, 
but $he must depend, for the most part, upon the attitudes 
and abilities of the classroom teacher for the success of 
the music program. In some school systems, the above is 
not true, as children go daily to the special music teacher 
for their classes in music, but this study is concerned 
with the situation in which all subjects are taught by 
.one teacher. 
Music is not remote and unrelated to other subjects 
in education. Rather, it is closely related to all phases 
of education and daily life. Henry states that music is a 
means of general education which encompasses education for 
inspiration, education for enjoyment, education for emo-
6 
tional expression, and education as communication. (8:41-45) 
' 
I. PREPARATION OF THE CLASSROOM 
TEACHER IN MUSIC 
In 1953, Barbour made a study of the teacher educa-
tion syhools in Maine. Questionnaires, personal inter-
1 
views, and observations comprised the source of data for 
' 
this study. He reported that there were six such institu-
tions in the State and each had a State-approved curriculum 
~or the education o~ elementary classroom teachers, included 
in which were two courses in music. It was concluded ~rom 
this study that the State o~ Maine does not allow s~~i-
cient emphasis in music in the Teachers Colleges o~ the 
State. Further, many o~ the students who had entered the 
Colleges had little knowledge o~ music due to the ~act that 
. their classroom teachers were poorly equipped to teach 
'music. Barbour concluded that more music courses must be 
required in teachers colleges i~ elementary teachers are 
to be prepared adequately to teach music. (78:8) 
Fullerton conducted a survey o~ ~i~ty music super-
'visors ~or the purpose o~ estimating the abilities and 
competencies o~ elementary classroom teachers. According 
to the supervisors' reports, only ~orty per cent o~ the 
elementary classroom teachers were prepared to teach music 
~n the sel~-contained classroom. It was recommended that, 
~n order to compensate ~or lack of preparation, institu-
~ions engaged in teacher education should emphasize 
{1) good habits of singing, (2) sight singing, and 
(3) methods. Fullerton found that, o~ the thirty teacher-
preparing institutions considered in the survey, the 
I 
~verage amount of music in the curriculum ~or the class-
' r~om teachers was seven quarter hours, or ~our and two-
1 
thirds semester hours. (49:24-27) 
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Clifford conducted a study concerned with the prepara-
tion of elementary school classroom teachers. The data for 
the study were obtained by (1) examination of courses of 
study of various Teachers Colleges in New England; (2) per-
' sonal interviews with college presidents, faculty, and 
senior students; {3) a written and oral examination dealing 
with classroom teachers• musical needs. From this study, 
the following conclusions were made: 
There is an extreme and undesirable range in the 
limits of the music programs at the teacher preparation 
institutions with regard to required courses, elective 
courses, supplies of records, books and instruments. 
There should be no absolute uniformity, yet a minimum 
program demands more than two required courses, no 
electives, a few dozen old standard speed (78 rpm) 
records, one phonograph or twenty-nine books on 
music. (80:147) 
In 1949, Stroessler conducted a study to determine 
the amount, kind, and quality of music education needed to 
prepare teachers adequately to teach elementary school 
classroom music. Published statements concerning the 
music teaching competencies of classroom teachers were 
analyzed. The teaching abilities recommended in these 
sources were selected and organized in list form and sub-
mitted to a jury of California music educators who were 
asked to rate each item as to its importance in the music 
preparation of elementary school classroom teachers. The 
results of the study indicated that, in order to improve 
I 
future offerings of the course in music for the elementary 
! 
Data ror a study by Monroe were obtained rrom the 
' rolloWing sources: personal visitation of certain State 
Teachers Colleges, at least one in each State in the East; 
recent catalogues or Eastern State Teachers Colleges that 
were obtainable; and to a lesser extent, from pertinent 
literature that was available. The results of a state 
' by state survey were discussed, and the course ofrerings 
i 
or the dirferent teachers colleges in the states visited 
were examined. It was interesting to note the emphasis 
put on the so-called extra-curricular activities. 
II. BASIC NEEDS, ABILITIES, AND COMPETENCIES 
OF THE ELEMENTARY CLASSROOM TEACHER 
There are rive types of experiences in music which 
tihe elementary classroom teacher has an opportunity to 
blring to her pupils. These five types are through 
9 
I 
expressive bodily movement and dramatization, through lis-
tening, through creative activities, and through singing. 
A study by Walsh was concerned with the music needs, 
abilities, and interests of Sao Francisco elementary school 
classroom teachers. The methods employed in gathering 
materials for this study were numerous. Questionnaires, 
tests, and personal interviews were basic to the study, 
but original data were obtained from an evaluation of the 
teaching competencies of classroom teachers. They were 
judged by various music educators considered to be 
specialists in the field of elementary classroom music 
' teaching. Findings included the following: 
1. Out of 858 teachers, 39 could sing vocal solos 
well and 219 had average ability as soloists. 
2. Eighty-six per cent of the teachers who answered 
the questionnaire felt they had average and above 
average ability to sing in tune. 
3. Sixty-three per cent felt more secure with piano 
accompaniment; approximately sixty per cent could sus-
tain any part in part singing, and fifty-four per cent 
had had experience in group choral work. 
4. Seventy-three per cent of the teachers believed 
that they had average or above average music reading 
ability, and approximately ninety per cent knew the 
syllables of the major keys. 
· 5. Fifty-one per cent of the teachers answering 
could accompany classroom and assembly singing on the 
piano; sixty-two per cent could play the piano with 
one hand and nearly thirty per cent had ability to 
play other instruments. 
6. Of the teachers who answered, twenty-seven per 
cent taught rhythm bands frequently; sixty-six per 
cent taught singing games frequently and thirty-nine 
per cent taught creative rhythmic expression. 
(35:48-51) 
10 
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On the basis of the above findings, Walsh developed a 
series of workshops which were designed to provide instruc-
tion in those areas in which the participating teachers were 
found to be less competent. 
III. THE MUSIC CURRICULUM AS RELATED TO THE NEEDS 
OF THE ELEMENTARY SCHOOL CLASSROOM TEACHER 
In 1956, Campbell compiled a st~dy based on pro:f'es-
sional literature, which resulted in the establishment of 
an elementary school music curriculum and in-service music 
.workshops for the classroom teacher. For _the purpose of 
;stimulating educational growth, Campbell suggested the 
;following: 
1. Sequential experiences in each ·area of music and 
at each grade level. These experiences must be built 
upon the progressive development of the individual 
pupil. · · · 
2. Integration and correlation Within the areas of' 
music and with other subject matter. 
3. A formulation of common aims and long range 
objectives which lead to broad musical experiences for 
the pupil. 
4. A broad field of resources in every phase of the 
music program which allow scope for varied pupil inter-
ests and capacities. (79:96) . . __ 
Campbell concluded that the comprehensive and intel-
1 . . . . 
ligent planning of any curriculum must be founded upon I . .. . . 
knowledge of the philosophical bases which give direction I . . . . -
t1o the curriculum. The answer to the question, "Why music 
e'ducation in the life of the child?" is justified only by 
I 
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a philosophy which adequately deals with aims and objectives 
basic to a sound curriculum. The summarized findings were 
as follows: 
The five-fold approach to music education will result 
in a true appreciation of music by the children if it is 
buttressed by a well-organized collection of resource 
materials; and if it is implemented by teachers versed 
in philosophy, psychology, and possessing musical skills 
and e~eriences necessary for classroom teaching. 
(79: 444) 
IV. SUMMARY 
This chapter was concerned with related studies which 
aid in revealing the necessity of music workshops as a part 
of the in-service education for the elementary classroom 
teacher. 
CHAPTER III 
THE WORKSHOP: ITS DEFINITION, 
CHARACTERISTICS, AND EVALUATION 
The workshop is one of the most important develop-
ments in the in-service education of teachers. The term 
and the technique have previously been used in other 
, fields, but it was not applied to education until 1936 
when the first workshop for teachers was organized at 
the University of Ohio, under the direction of Ralph W. 
Tyler, then Chairman of the Department of Education, 
University of Chicago. This workshop was a part of an 
eight-year study and grew out of the demands of partici-
'pating teachers. The groups were not exposed to lectures 
or reports but went to work on the actual problems con-
fronting them as teachers within the experimental program. 
Mills states that in-service teacher education 
.becomes more important each year because (1) many teachers, 
long absent from the classroom, are returning to active 
service; (2) other teachers with but limited professional 
preparation are being employed on an emergency basis; and 
(3) many practicing teachers are unable to enroll in 
. 
college or extension courses. (50:421) 
Over the years, certain principles, beliefs, and 
purposes have evolved. Perhaps not all came from the 
workshop itself. The workshop movement began with the 
over-all purpose of achieving a worthwhile educative 
experience. 
I. DEFINITION OF THE WORKSHOP 
14 
The term, workshop, has been in use for centuries by 
artisans and craftsmen and has been applied in modern times 
. to activities in education which seek to develop particular 
abilities of the participants. 
An educational workshop is a meeting or conference 
-,where responsible and experienced people can come together 
'to work with specialists and consultants on problems with 
which they have been confronted. Groups with common 
dnterests work together, diagnosing and discussing common 
problems. (46:8} The famous drama workshop of Professor 
Baker, first at Harvard and later at Yale, is a case in 
point. A workshop is productive work in contrast to lis-
tening to lectures, observing demonstrations, and partici-
pating in conferences. A workshop serves an assemblage of 
persons working with expert assistance co-operatively on 
common needs. Tyler gives the following definition of a 
workshop: 
15 
The workshop is an arrangement whereby a teacher or a 
school o~~icer may work intensely on a problem which he 
brings ~rom his own school and may obtain.the assistance 
o~ sta~~ members o~ teacher-training institutions. 
Typically, a summer workshop runs ~or about six weeks 
and includes sta~~ members ~rom various ~ields o~ study, 
particularly ~rom the ~ields o~ the curriculum, student 
personnel, evaluation, and administration. Workshop 
participants interested in similar problems ~orm into 
small groups, and they also work individually with the 
guidance o~ various ~aculty members who give help on 
the particular di~~iculties that they,f'ace. (38:207-212.) 
In support o~ the above, Boykin states that: 
The term "workshop" is the name given to a new and 
bold experiment in education, an experiment which places 
the responsibility ~or learning upon the student. This 
is a place to which teachers and administrators can 
bring their technical problems and work out a solution 
under expert guidance, while enjoying the advantages o~ 
superior library ~acilities and the counsel o~ ~ellow 
educators with like problems. It is a situation in 
which people with de~inite problems organize to solve 
these problems under the leadership o~ experts and 
under their own steam. It is a device that wil.l permit 
the development o~ the individual in intellect and per-
sonality; a protest against the weakness o~ the course 
as an educational technique which emphasizes content 
rather than personal development, non~uoctional content 
rather than ~unctional content; compartmentalized 
experiences rather than integrated experiences. It 
is a setting in which a teacher can consider a problem 
in its entirety, not in unrelated partitions. It is 
the "case method" that proved so e~~ective in legal 
and medical training. It is a ~unctional experience 
~or teachers. It is a growth in pro~essional compe-
tency at its best. (48:5-7) 
Educational workshops are rapidly becoming vital 
instruments ~or use relative to community projects with 
active participation by local citizens. Laymen may par-
ticipate fully as workshop members, or as specialists 
I 
c~lled in as consultants. Community surveys and other 
I 
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community projects afford natural and desirable opportunities 
for co-operative participation. 
II. CHARACTERISTICS OF THE WORKSHOP 
Since its inception, the workshop has been used to 
improve the teaching of art, music, health, physical educa-
, tion, science, and arithmetic at the elementary school 
· level. The activities of the workshop should be based 
upon problems, needs, and interests of the participants. 
Specific problems of the participants should be allowed 
,to emerge and be defined without pressure from the instructor .. 
As workshops developed throughout the country, they 
'have taken on several characteristics worthy of note, 
namely, 
I 
1. They are sponsored by county, state, or local 
school systems, and in some cases also local or 
national institutions of higher learning. 
2. Staff members designated from the school system 
share with staff members from the higher institutions, 
and elsewhere, in planning and working with participants 
on their problems. 
3. The problems and resources in the workshop 
reflect the concerns of the school system or of the 
region in which the workshop is held. 
4. The workshop membership is made up of teachers 
and administrators, service personnel and sometimes 
community representatives. 
5. The workshop is housed in a setting in which 
opportunity is provided for work groups to meet 
informally in rooms which meet the needs of the work-
shop. The procedures, then, are those of planning, 
working and sharing together. (45:4-5) 
17 
There are many different ideas concerning the 
characteristics of a workshop which have been expressed by 
various authorities of the subject. Much depends upon the 
area in which the workshop is to be presented. Considerable 
development is indicated by a comparison of the character-
istics listed above with the following list suggested by 
·Heaton: 
1. The participant is given an opportunity to make 
an intensive study of an interest which has arisen out 
of his experience as a teacher. 
2. The participant shares in planning a program of 
individual and group activities designed to meet his 
needs and those of his fellow workers. 
3. The participant is provided with easy access to 
the services of various staff members, representing a 
variety of kinds of assistance. 
4. Formal and informal association with other par-
ticipants of ~aried backgrounds contributes to the 
participant's thinking on his specific problem, 
broadens his general professional orientation, and 
provides opportunity for experiences in co-operative 
activity. 
5. An effort is made to interest the participant 
in the whole child, the whole school, and the whole 
community. 
6. The participant's total experiences as he 
studies a specific interest or problem tends to pre-
pare him for the solution of other professional pro-
blems in the future. 
7. Since workshops have been concerned not only 
with the professional problems of the teacher, but 
with his life as an individual, efforts have been 
made to afford opportunities for balanced living. 
(7:21-44) 
Though the characteristics of a workshop may vary 
a:ccording to the area in which they are used, the activity 
ip the workshop must be based upon the immediate problems, 
I n~eds, and interests of the participants. 
III. EVALUATION OF THE WORKSHOP 
One of the best examples of the value derived from 
workshop participation can best be illustrated by the pro-
gram which has taken place in the schools of Oak Ridge, 
Tennessee. This was a new and thriving community with a 
school administration which wanted to help by means of 
. directing and not telling. The school year is 200 days 
for the regular teachers, with 180 days devoted to 
instruction. The additional twenty days are devoted to 
the study of problems encountered during the school year. 
From the first time the teachers were called together in 
'1943, the co-operation of teachers and administrators has 
been united. This spirit can very well be understood 
,through this bulletin issued by the first Oak Ridge 
Superintendent, Alden H. Blankenship, in which he out-
' lined the following basic principles upon which the 
.schools were to be developed: 
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1. All teachers in the Oak Ridge system are employed 
on a ten-month basis. There are 180 teaching days, the 
additional 20 days being used for a workshop program. 
2. All administrative, guidance, and curriculum 
workers in Oak Ridge are employed on an eleven-month 
basis. 
3. Educators can do a rapid job of planning and 
setting up a school program if they work together. 
4. A completely new situation requires co-ordinated 
group effort on common problems to build a unified group! 
spirit and develop unity in the program. 
5. A school system should have no rigid course of 
study which everyone should follow, but rather an out-
line guide to help point the way in the direction the 
group is thinking and planning. 
6. Over-all planning is necessary to make a school 
program function. 
7. Planning based on the combined thinking of all 
staff members brings the best results in the long run. 
8. Group thinking is more effective when done in 
small groups. 
19 
9. Developing leadership among teachers in one of 
the most important functions of any supervisory program. 
10. The teacher is the most important part of the 
child's educational environment. 
11. Every teacher who is really interested in teach-
ing wants an opportunity to grow professionally. 
12. Teachers need to know children and their various 
stages of development if they are to work satisfactorily 
with the individual child. (26:68-71) 
After the first full year of school in Oak Ridge, 
Tennessee, a workshop was held with the work growing out 
of curriculum experiences of that school year. For example, 
,the necessity of setting certain instructional limits to 
,the program was readily seen. Objectives, types of units, 
iand instructional materials were carefully considered. 
Aims and objectives for grade levels and subject areas 
were developed during the post-school workshop. The work-
,shop approach became a part of the school program, and, 
after two years, the superintendent restated his convic-
tiona to the staff in a bulletin which read as follows: 
During the past few months our ability "to take it" 
has been sorely tested in many ways. At times when our 
spirits were at low tide, the combination of a little 
mud, delayed equipment and supplies, changes in accus-
tomed living conditions, and lots of hard work has 
challenged our individual group morale. 
As we look ahead to the responsibilities of the new. 
year, our administrative and guidance staff wishes to 
reaffirm its desire to help you maintain a fine esprit 
de corps by: · 
20 
1. Dealing with you as fellow workers who are bring-
ing their best efforts to daily tasks. 
2. Consulting with you in formulating policies 
affecting conditions of your work. 
3. Giving you the opportunity to pool your ideas 
as to the improvement of our program. · 
4. Helping everyone to know what his or her respon-
sibilities are. · 
5. Giving you an opportunity to grow professionally. 
6. Continuing to appreciate your integrity and 
loyalty in the big task to which we have all set our 
hearts and minds. (26:72~74) 
- . 
The workshop may prove to be the stimulus to the 
emergence of new and different concepts of administrative 
and supervisory relationships. It may be the means for 
establishing rapport between teachers and supervisors. 
1
The workshop is perhaps unsurpassed as a medium for. 
'improving human relations, study and application of 
democratic procedures, renewing friendships, reducing 
prejudices, and promoting personal growth. (48:442) 
Participation in a workshop makes a problem seem 
very realistic to the participants. The workshop's tempo 
and success is based on the readiness and background of 
participating members. The advantages may reasonably be 
I 
as follows: 
1. The security of the individual is preserv·ed ·as 
he abandons old and familiar practices and develops 
new ones. 
i 2. Professional knowledge, insight, and skill, 
especially in co-operative, democratic work, are 
increased for participants. 
3. The personal and social growth of participants 
is enhanced. 
4. A constructive group attack may be aimed upon 
local problems; upon new developments in the field. 
5. Competent specialized assistance is readily 
available. 
6. Continued professional growth is stiMulated. 
7. The results in ideas and in materials are 
immediately useful in real situations. 
8. Individual confidence and skill in attacking 
new problems is developed, together with an attitude 
of self-evaluation. (19~11) 
Heaton, Diederich, and Camp made what was probably 
the earliest study of the benefits of workshop acitivty. 
This study was based upon the observation of participants 
upon their return to their classrooms. As closely as 
' professional appraisers could determine through the use 
,of observation guides, there was valid evidence that 
participants come back with (l) recognizable and notable 
ichanges in attitude toward their work, and (2) a strong 
'drive toward doing something about their curricular and 
instructional problems. Improvements and the selection 
and use of materials for instruction were observed, these 
improvements being clearly attributable to workshop par-
ticipation. (7:74) 
In 1941, Stone presented an analysis of the "total 
faculty workshop technique" as operated in the Florida 
program of curriculum improvement. Two schools which had 
partiqipated for more than one year in the State program 
i 
were evaluated in terms of specified criteria. (84:84) 
I 
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The most extensive study to date of the actual results 
, of workshop participation was presented by O'Rourke. This 
survey of the literature is exhaustive and is supplemented 
'bY a body of original data gathered from participants. A 
,total of 261 administrators in 43 states, who among them 
had participated in 195 workshops, supplied information. 
,A group of 51 elementary school teachers in Maine and Massa-
chusetts was interviewed and observed in the classroom. The 
interviews and observations were carefully structured so 
that controls existed in securing the data. The effect of 
the workshop participation on both administration and class-
room practice was clear. Specified improvements were noted · 
and observed in administrative practice, particularly in 
human relations, in curriculum improvement, and in the 
extension of personal-professional activities. (83:37-53) 
There are weaknesses in every progressive plan, and 
in the case of the workshop, it is often the good teacher 
who requests assistance and eagerly takes an active part 
in a workshop program while the poor teacher continues to 
struggle along in an inadequate way, shying away from 
workshop participation. In any educational program, there 
are those individuals that will benefit more than others. 
Some put themselves into workshop activity with great 
zest, while others benefit only by listening to and 
' I I 
watching others. 
I 
' 
Although weaknesses in the workshop participation 
plan exist, it does give recognition to the ability of the 
individual classroom teacher. 
IV. SUMMARY 
Although the workshop is a relatively new process 
used in the development of an in-service education of 
teachers, it has become an increasingly important facet 
of education. 
An educational workshop is a meeting where exper-
ienced teachers can discuss their problems and receive 
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'help from specialized consultants and from fellow educa-
tors with similar or like problems. 
The activity of a workshop should be based upon the 
problems, needs, and interests of those participating and 
should be directed by a qualified specialist. 
The workshop is, perhaps, unsurpassed as a way of 
improving human relations, studying and applying democratic 
procedures, renewing friendships, and promoting personal 
! 
and professional growth. It may prove to be the stimulus 
from which emerges a new and different concept of super-
vision and administration. 
The success of the workshop is limited only by the 
since~ity of the participants and their willingness to be 
I I part of its activities. The workshop can benefit the child, 
I 
the teacher, the school, and ultimately, the whole community. 
CHAPTER IV 
PLANNING WORKSHOP COURSES TO MEET THE INTERESTS 
AND MUSICAL NEEDS OF ELEMENTARY CLASSROOM 
TEACHERS IN TEACHING PROCEDURES 
I. ORIENTATION IN MUiHC EDUCATION FOR 
THE NEW ELEMENTARY SCHOOL TEACHER 
A sincere belief in the values of music education 
and the recognition of their contributions to the pupils' 
'development of well-integrated, wholesome personalities 
are basic to the teacher's philosophy. (1:146-162) The 
'teacher 1 s enthusiasm, interest, and musical ability will 
greatly influence the success of the program. The variety 
bf happy and satisfying music experiences provided for the 
children will be limited by the knowledge and the materials 
employed by the teacher. (28:536-540) But foremost will 
be the teacher's enthusiasm. Music should be considered 
less a subject to be taught and more aspark to be caught. 
(41:527-533) .A love of music and sensitivity to its beauty 
are acquired more often by contagion than by education. 
The principles relating to sensitivity and beauty are the 
same :in the classroom as in the concert hall. 
Swan suggests that: 
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The spark that sets the work of art aglow, that gives 
a melody its throbbing joy or pathos, its warm humanity 
• • . will appear only if the leader has in high degree 
this capacity of experiencing the notes that he sees on 
paper and hears sung or played. (27:1-2) 
Music education opens the door to a vast treasure 
house of experiences. Besides being immediately satisfying 
to the individual, the students find that these experiences 
serve to enrich their relationships with others. His 
energies begin to be channeled properly when he rehearses 
in a group, develops understanding and co-operation within 
the framework of a social unit. As a result, he learns 
that artistic subjects provide physical, emotional, intel-
lectual, and aesthetic outlets for expression that involve 
the whole self. He is brought into contacts that will 
,influence his social living the remainder of his life. 
The diversity of experiences will broaden his philosophy 
of life. He identifies himself with something finer than 
himself, leading him progressively and vitally to the 
optimum development of his native capacities. (37:521-527) 
These attributes are clearly defined by Mursell who sug-
gests that the human values of music education are: 
1. an individual experience through which one gains 
new possibilities in one's self, an awareness of new 
things in the world, a changed attitude and outlook, 
and a feeling for what is worthwhile in life; 
, 2. a social opportunity since music is primarily a 
social art creating social patterns of diverse types 
!2:t~ealizing itself most fully in a social environ-
3. an agency for growth because it provides signi-
ficant and appealing experiences which relate to vast 
ranges of culture and knowledge; and 
4. a moral force because of its deep effect in 
modifying individual and social dispositions. 
(16:23-71) 
The scope of elementary school music provides 
innumerable opportunitie~ for experiences in (l) singing, 
both individually and in small and large choral ensembles; 
(2) rhythmic expression involving spontaneous interpreta-
tion to detailed folk dances; (3) developing a love of 
music and fostering discriminative taste; (4) instrumental 
music, encompassing simpl:e· rhythm instruments and elemen-
tary bands and orchestras; (5) creative expression in 
singing, dancing, and instrumental experiences; and (6) in 
understanding the musical score. The manner in which the 
teacher provides for these will determine the values, 
interests, conceptions, habits, skills, and attitudes 
that result. (1:96) The teacher must plan for the 
guidance of experiences to assure the improved behavior 
of pupils. Outcomes of education that specify general 
attitudes, finer appreciations, and generalizations will 
serve to guide the student in the selection of musical 
experiences. (22:19) 
The developmental aspect of music education must be 
clearly understood by the new teacher. Mursell has sepa-
l 
rated the elementary school into two periods, namely, 
I 
26 
27 
(1) the kindergarten-primary grades, and (2) the fourth, 
fifth, and sixth grades. The first period is concerned 
with an orientation to music and is characterized by 
,joyous expression in singing, experimenting with simple 
I 
instruments~ hearing good music, and engaging in happy 
rhythmic activities with creative expression and apprecia-
tion inherent throughout. The second level is concerned 
with increased mastery of the musical score, development 
of the voice, increased ability in instrumental perfor-
mance, expansion of rhythmic activities, more opportunities. 
for creativity, expression and appreciation, and gradual 
awareness of music as a social institution. (17:1932-1942) 
In making music function as a vital part of class living, 
the elementary classroom teacher must consider: (l) the 
facts of child growth and development, (2) the nature of 
learning, (3) the place of music in the curriculum, 
(4) rhythm as the central element in music, (5) the essen-
tial character of creative self-expression and apprecia-
tion as applied to music, and (6) the aims of elementary 
school music and the specific objectives for her grade 
level. (3:122) Brooks and Brown have classified the 
goals of elementary music education into seven categories: 
1. IN SONG SINGING 
Ability to sing, that is, to use the voice to 
express and convey musical meaning in free, 
spontaneous, and beautiful song singing and 
with artistic interpretation. 
2. IN CHORUS 
Ability and disposition to associate with others 
and to attune and blend individual effort in 
joint rendering of music in chorus singing as an 
act of common participation. 
3. IN APPRECIATION AND ITS BACKGROUND 
a. Discrimination and taste in music. 
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b. Sensitiveness to ordered perfection of struc~ 
ture and design in music . • • and realization 
of aesthetic satisfaction in the beautyJ 
appropriateness·and adequacy thus seen and 
expressed. 
c. Integrated volitional structure in personality 
with reference to selection in music. 
d. Understanding of some phases or the development 
of music and the forces and influences that 
produced it. 
4. IN CREATIVE MUSIC 
Ability to use individual originality and personal 
initiative in interpretingJ usingJ and creating 
music. 
5. IN CONNECTION WITH THE MUSICAL SCORE 
a. Ability to read musical meaning fluently from 
the, printed score. 
b. Ability to use musical notation to express or 
record musical meaning. 
c. Understanding of selected phases of the theory 
of music to an extent and on a level appro-
priate to elementary-school pupils. 
6. IN CONNECTION WITH MORE THAN ONE PHASE OF MUSIC 
EDUCATION 
a. Complete freedom from inhibitions arising from 
focal attention to mechanical processes. 
b. Ability to sense and feel the movement resi-
dent in music and to express it in bodily 
motion. 
c. Growth toward possession of music as a social 
institution on a child's level of comprehen-
sion and participation. (3~114-116) 
As a final consideration, the new teacher must care-
fully explore the interests, needs, and abilities of the 
individual children within the class. She must begin 
•teaching at whatever stage of musical growth the children 
'are :found. Learning must provide situations in which 
opportunities of seeing problems, thinking, contriving, 
deciding, judging, and using desirable habits and atti-
.tudes are employed in solving problems at hand. (34:321-
322) If the teacher stimulates pupil initiative and 
'responsible pupil activity, there will be demonstrated 
'the fact that "there's music in children." (25:60) The 
responsibility of the teacher is to provide for musical 
growth rather than to employ a stereotyped mechanistic 
~eaching procedure. The teacher's interest will be in 
making music function in the daily lives of the students. 
The music program of the entire school should become 
an integral part of community life. (12:220-225) There 
should be a reciprocal relationship between the music 
~ctivities of the school and those of the community. 
The public should visit the school and the children should 
have an opportunity to attend public concerts of all types. 
II. I IMPROVING THE TEACHING OF MUSIC IN THE CLASSROOM 
' 
'I Music experiences in a classroom should consist of 
i 
t):le many activities provided for the children in 
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sel~~expression through singing, dancing, and playing instru-
:ments, and the study aspects o~ these activities through lis-
tening and understanding the musical score. The enjoyment 
and knowledge o~ music grows with using and experiencing 
. it. (36:521-526) 
Singing. Singing has a great social value in creat-
ing a happy group ~eeling and in af~ording an opportunity 
to share experiences with others. But all classroom sing-
ing should not be mass singing. There must be individual 
and small group singing so that the teacher can give atten- · 
tion to the individual child's needs and interests. There 
are generally ~ive types to consider: (1) those who can 
sing, (2) those who have not yet ~ound their singing 
voices but recognize changes in pitch, (3) those who 
' cannot recognize changes in pitch, (4) those who lack 
co-ordination o~ the vocal muscles, and (5) those with 
physical de~ects. (13:780) 
The amount o~ singing in the home will undoubtedly 
influence the child's ability and attitude toward singing. 
I~ the kindergarten teacher sings throughout the day, an 
atmosphere of song pervades the room. The child comes to 
accept singing as naturally as conversation. He builds a 
r.eadiness ~or singing and will soon respond ~reely and 
unrestrained. To ~orce participation may create a physical 
i ' 
or emotional block. (33:549-558) The teacher must never 
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request a child not to sing because of his inability to stay 
,on pitch. It is only through singing that he will gain the 
use of his vocal muscles and increase his ability to match 
tones through listening and imitating. Patient understand-. 
ing and sympathetic guidance are the teacher's most valuable 
tools. In all her work, she must remember that the singer-~ 
not alone the song--is her deepest concern. (53:74) 
The care and development of the child's voice will 
be gteatly influenced by a conception of good tone quality. 
Making children sensitive to beautiful tone will increase 
their appreciation and enjoyment of music. Correct posture, 
'good ventilation, the accurate starting pitch of the song, 
,susta;l.ning of tones, proper enunciation, and effective 
interpretation are necessary for good singing. The 
I 
characteristic quality of the child's voice always should 
be considered in the selection of song material. 
A readiness for part-singing may be developed through 
the use of rounds and descants. The beauty of harmony adds 
great joy and richness to class singing. It also provides 
for the beginnings of voice change and its limited range. 
Ear training is an integral part of singing, listening, 
and rhythmic interpretation. Sensitivity to accurate 
pitch, tone quality, intensity, and marks of expression 
I (and to the lyrics of a song) will determine the degree 
! i 
of artistic interpretation. 
I 
I 
A spontaneous, natural expression through joyful 
singing is the right of every child in school music. He 
should be led to think of singing as something that belongs 
to him; something that expresses his desires and ideas 
about things that are interesting and pleasurable in his 
life. (18:63-69) 
Rhythm. Rhythm is recognized as a fundamental ele-
~ent of nature and an integral part of everyday life. It 
is so essential to the growth and development of the child 
that it cannot be considered from a narrow viewpoint. It 
is a foundational element in music. It must not be iso-
lated as a technical or mechanical response. Rhythm is 
regnant in the child's organism. A teacher need not feel 
she has to create a feeling for rhythm. Rather should she 
~trive to provide opportunities for the driving force (the 
pulsations of movement that liberate the creative impulse 
of expression) to be a natural response in classroom acti-
vities. Any type of music education that makes use only 
df the voice and hands {as tapping rhythmic patterns) is 
I 
inadequate in developing the personality and freeing the 
rhythms of the child. {3:137) 
The school must provide ample space, equipment, and 
an environment in which the child can express his rhythmi-
' 
' cal images. When the kindergarten or first grade child 
I 
I 
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enters school, he cannot always sing, but rhythmic expression 
is natural and spontaneous. He will be interested in rhyth-
mic activities before he acquires the ability to keep time 
to music--which is dependent more upon maturation than prac~ 
tice. Rhythmic development which begins with simple imper-
sonations (a jumping-jack, elephant, etc.), dramatization 
(nursery rhymes), and singing games progresses through a 
gradual refinement of fundamental movements (march, skip, 
,run, etc.) to interpretative and folk dancing. (18:63-69) 
If suitable records are not immediately available, 
emphasizing rhythmic activities, effective work can be 
accomplished with the use of a drum or tom tom. In the 
)cindergarten, the concepts of loud-soft and fast-slow are 
easily developed with a drum. Simple rhythmic patterns 
will stimulate various kinds of bodily movements. In the 
upper grades, these may be refined to the exact synchro-
nization or movements and notes. (20:91-104) There will 
also develop a discriminative understanding of character-
istic rhythms or folk music and dances, such as, the 
tango, minuet, mazurka, etc. 
Listening. Listening to music implies more than 
merely "hearing' it. IT one wishes to follow the meaning 
or music, to understand and enjoy it, he must learn how 
t,o listen . and for what to listen. Short selections with 
interesting material and questions by the teacher will do 
much to develop good listening habits. (73:287) 
In the primary grades, three types of music should 
:be used for "learning to listen": (1) music that suggests 
activity; (2) that which expresses mood, feeling, emotion; 
and (3) that which is descriptive or tells a story. (73: 
9-22) Later in the upper grades, children may listen to 
music for correlation purposes or for noticing forms, 
,rhythm, melody, or tone color. 
In discussing directed listening activities, it must 
not be inferred this is the only way to develop apprecia-
tion. Every music lesson should be a lesson in music 
appreciation. (21:1) Developing a love for, and an 
i 
understanding of, music is the fundamental aim of all 
types of musical activity in the elementary school. It 
should be a part of all the singing, playing, dancing, 
creating, and listening that take place. (51:69-88) 
In planning for growth in listening, there are three 
basic considerations: 
1. Guided listening brings about greater develop-
ment in the power to understand music than does merely 
playing a record after announcing what selection will 
be heard. 
2. There must be opportunity for children to hear 
compositions in their entirety as well as by sections. 
' 3. Too much talk by the teacher is as harmful as 
t~o little, if not more so. (18:135) 
Guided listening means "giving direction" to listen-
ing. Listening ror specirics centers attention that might 
tend to roam. Ir the composition that immediately engages 
the attention is to become ramiliar, children must have 
the opportunity ror hearing it as a whole--uninterrupted 
by any comments. (18:135) 
Instrumental music. Instrumental music, including 
rhythm instruments, should be round in the kindergarten 
and rirst grade. (52:7) Using simple percussion instru-
ments develops the concepts or tempo, intensity, and 
expressiveness. Opportunities are orrered ror discrimina-
tive listening and the creative orchestration or musical 
selections. In the second grade, xylophones, song-bells, 
and the autoharp may be used by the children to accompany 
their songs. Tonettes and rlutophones used in the third 
or rourth grade will lead directly into the program or 
instrumental instruction in the upper grades. Instruments 
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of the symphony orchestra may now be introduced. (51:117-1~1) 
Every child, however, will not participate in the instru-
mental classes, orchestras, or bands. Thererore, the con-
tirmed use or instruments, as accompaniment to class 
singing or dancing, is highly recommended. Playing maracas, 
claves~ and castanets with a Mexican folk tune develops a 
I 
richer appreciation or the music. Chinese temple blocks, 
gongs, cymbals, and tone blocks set a mood for a Chinese 
melody that no piano accompaniment can give. Creating 
the rhythmic patterns for the various instruments is a 
,stimulating and fascinating experience for children. 
The musical score. The musical score carries a 
wider meaning than the term, music reading. Without the 
mastery of the score, the child is greatly limited in 
participation in musical experiences. A program of 
listening to music, singing songs by ear imitation, and 
'securing information about music from others is inade-
quate to serve the child's musical development. Mastery 
'of the musical score will admit the child to a vast 
storehouse of music literature and equip him with a 
means of musical expression. 
A person writing music works within the bounds of 
these exact patterns called "combinations of tones." 
Symbols are used to record these patterns and are called 
"notes." When an author writes, he works within the 
framework of ideas. These are recorded by symbols 
called 11 words. 11 
When an interpreter of worfis (a reader) comes upon 
the work "good," his notion of that particular word is 
partly guided by the remainder of the words in the sen-
tence-1-". a good apple." Actually, his idea of a 
' 
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"good" apple is conditioned by his whole previous experience 
with apples. "Good" is not a word that recalls an exact 
quality to each reader. A reader puts "part o:f himself" 
into his interpretation. Not so with an interpreter of 
."notes." 
' 
When a singer or instrumentalist comes upon the 
:following, he has but one interpretation with regard to 
tone. Regardless of the interpreter's 
previous experience, the "word" means just what it says. 
(18: 145) 
Three important principles guide the teacher in 
this phase of music study. First, music is a language 
and learning to read music is best acquired by a teaching 
practice that follows linguistic learning. Second, the 
ability to read music is best acquired by the process o:f 
' :functional learning, or learning by use in natural con-
nections. Third, the purposeful and goal-seeking charac-
ter o:f learning must always influence the teaching proce-
dure. (3:177) 
Throughout the kindergarten and first grade, the 
child engages in countless music experiences that build 
a readiness :for music reading. He learns a large reper-
tory o:f songs by rote, and later, in the second grade, 
I 
he can recognize these same songs when sung with a neutral 
syllable. Aural understanding is necessary before visual 
comprehension. The printed musical score has no meaning 
unless the child has a feeling f'or rhythmic notation and 
an inward hearing of' the melodic line. In rhythmic inter-
pretation, he begins to f'eel the swing of' music, its 
accents, meter, and to sense the note values: those 
;that walk, run, etc. He develops an understanding of' 
the phrase and is able to discriminate tonal and rhythmic 
likeness and diff'erence in the phrases of a song or an 
instrumental selection. 
Observation and study of the score enable the 
child to understand better the symbols of' music notation. 
He must gain a knowledge of the tonic chord and its rela-
tion to other notes in various keys and be able to sense 
the melodic and rhythmic patterns of' a song bef'ore he can 
read music. (42:26-27) Wheelwright states that there is 
a necessary maturation level f'or successful music reading. 
It depends upon developing within the child a sensitivity 
to tone quality, pitch, rhythm, f'orm, and dynamic shading. 
(40:533-544) At no time, however, should music reading 
be considered an end in itself. It is merely the means 
to an enriched musical experience. 
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III. CORRELATION OF MUSIC WITH OTHER 
SUBJECTS IN THE CURRICULUM 
39 
The nomenclature of education has become increasingly 
difficult to understand with the individual's interpretation 
of specific terms and his use or misuse of them. The term, 
"integration," as used by the psychologists, refers to the 
development of a well-balanced and wholesome (integrated) 
personality. Some educators refer to integration as a 
fusion of the subjects of the curriculum. Otqers reject 
this organization, stating that a program integrated within 
itself can be as formal and static as isolated subjects. 
They propose an "integrative" program--one that will pro-
duce an integrated personality. 
In recognizing the place of music in either type of 
program, it is interesting to consider the difference 
between correlating m~sic with other subjects and making 
music function as an integral part of a unit of work. 
(20:35-43) Tn a specific class, interest concerning 
. ~ 
communication music could be correlated by singing songs 
about the radio, television, telephone, post office, and 
other means of communication. If music were integrated, 
I • 
'howe'?er, it would be studied as a means of communication. 
A beautiful lullaby and a stirring march are immediately 
recognized and music does not need words to express joy, 
!fear, or sorrow. 
4-o 
Another aspect may be considered--that of correlating 
(or integrating!) the music experiences of the child and of 
the school. (5:145-160) Listening lessons may be related 
' 
to singing and playing. Understanding the musical score 
must be an outgrowth of singing, playing, and rhythmic 
activities. The various types of music experiences must 
,not exist in isolation but reinforce and enrich each 
other. Music,in all its phases, is a means of expression 
and must become a basic and integral part of the child's 
daily living. 
The core of the curriculum centers around large 
areas of human living. Units of work cut across subject 
.matter fields and each contributes to the interests and 
needs of the class. A study of any culture would not be 
complete without an interpretation of the music which 
reflects it. Songs, dances, and the development of 
musical instruments are a vital part of the life his-
tory of every race in every age. (4:1) Music not only 
reflects and interprets the interests and emotional life 
of a people but also the inner meanings and appreciations. 
The beat of the drum, the cadence of the love song, the 
haunting longing of a negro spiritual, the dignity of 
I . 
sacre,d song, the gaiety of the ballad, the melancholy 
strains of some folk music contrasted to the vivid, 
colorrul rhythms or others, all orfer insight into the mood 
and temperament of a people. (51:36) 
Thus, in the social studies, music becomes a medium 
for understanding man and the progress of civilization. 
This study becomes a very enriched experience with the 
use of sound and silent films, slides, and recordings. 
The child's concept of life in a given country at a 
given time is more complete ir the cultures, customs, 
and industries are seen through visual aids and its 
music experienced through singing, dancing, playing, 
.and hearing recordings of folk instruments and the 
compositions of representative composers. (32:450-451) 
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Correlating music with literature ofrers many 
interesting applications. Poems by Robert Louis Stevenson,· 
Eugene Field, A. A. Milne, and others have been set to 
music and have become favorite songs. Stor~es of Hansel 
and Gretel, the Cobbler and the Elves, The Nutcracker 
-- ---- . 
Suite, and others have become beautiful operettas. The 
song,. "Spring Comes to England," will be richer in meaning 
after hearing "When Spring Comes Back to England" by 
Alfred Nayes or "Horne Thoughts rrorn Abroad" by Robert 
Browning. Ve:rse choir, or choral speech, has reciprocal 
benerits to developing expressiveness in both music and 
the speech arh. (44:60) 
4-2 
Fern Bowes, Florence Painter, ana Vesta LYnn have had 
stimulating experiences in using recorded music to introduce 
their classes to a study of literature. Music may relax a 
child ana "set the mood" for a story. Children who have 
listened to "A Shepherd's Life in the Alps" are ready to 
hear the story of Heidi. The mutual benefits of develop-
ing appreciation in both fields is exemplified in the 
playing of "Narcissus" ana then listening to the story 
of the old Greek legend. The children were eager to hear 
the record again ana noted the beautiful melody of the 
love-making of Echo, the harsh notes of Narcissus• refusal, 
ana the gentle melody that signifies his transformation 
.into a golden flower. Later, the girls and boys suggested 
that the "Glow Worm" would be a fitting introduction to 
firefly poems by Edgar Fawcett and Elizabeth Roberts. 
(29:178-180) This type of experience could lead the 
children into selecting theme and background music for 
plays, assembly programs, ana radio broadcasts. 
Nature study will be enhanced by songs about birds, 
insects, animals, flowers, rivers, trees, mountains, 
clouds, rain, and all the phenomena of nature in her 
.changing moods. Very interesting application of musical 
problems can be made, such as, a study of the "evenly or 
unevenly divided beat," in selected rhythmic interpreta-
Jtions. 
I 
In correlating music and art, the teacher may either 
find pictures that represent the content of the song (the 
people, event, or place it tells about) or pictures that 
suggest likenesses or differences of mood. Thus, "In 
' Romantic Old Spain" (a song in Music Everywhere) may be 
better appreciated by seeing Goya's Spanish Dancers to 
develop an understanding of its content, while Fiesta by 
Campos, or Autumn Leaves by O'Keefe would express its mood. 
Artext, Perry Pictures, and The Capehart Radio have 
beautiful picture collections with concrete associations 
to a vast number of musical compositions. (4-4-:58) 
Interesting experiments in abstract design have been made 
in which children express the rhythmic mood of a selec-
tion while it is being played. Further expression is 
suggested in a concrete representation of a rhythmic 
pattern in an art design. All the newly published music 
textbooks have attractive illustrations and an artistic 
format throughout each series. 
Music experiences extend into the realms of indus-
trial art and science when children design and make 
creative instruments. Means of transmitting sound 
through water, glass, wood, metal, and other resonant 
metals involve knowledge of science. 
4-3 
. JMathematics deals with measurement. Music is con-
cernedlwith the measurement of pitch and rhythm. Pythagoras 
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d;J.scovered musical measurement of' pitch and devised a mathe- i 
matical system of' the musical scale. Through the centuries, 
it has been modified and finds different expression in 
various parts of' the world. The measurement of' rhythm 
dktes back to the eleventh century. (43) While it is 
necessary to develop the feeling f'or rhythmic notation, 
in the f'if'th and sixth grades, explanation of' notation 
i'rom amathematical basis may serve to clarify various 
kinds of' notes in relation to each other. 
In correlating music and physical education, the 
element of' rhythmic expression makes it impossible to 
distinguish between the two fields. Interpretative 
I . 
' d~ncing is excellent rhythmic experience and equally 
i ' . . 
f'ine physical preparation. Singing games and action 
s9ngs belong equally to both fields. Folk dances are 
now included in music textbooks. 
IV. CREATIVE EXPRESSION AND ITS PLACE IN THE 
ELEMENTARY MUSIC PROGRAM 
·The modern concept of' creative activity is that all 
learning is best accomplished when the learner is motivated 
to a new situation with an attitude of' exploration and 
experimentation. This leads to discrimination, discovery, 
and invention. Creativeness should enter into every phase 
i 
45 
of music study from the reading of the syllables to the final 
,interpretation that best expresses the mood, ideas, and con-
tent of the song. (73:43) 
Song interpretation furnishes an opportunity for 
self-expression on the part of the child, bringing his 
'imagination into play and providing an outlet for his 
,emotions. In rhythmic interpretation, the child expresses, 
through bodily movement, his concept of the mood and story 
of the music in dance and dramatization. (51:90) In lis-
tening to a selection, a child is creative in proportion 
to his capacity to feel vividly, to hear accurately, and 
to think his music with the composer. (6:70) If the 
music is permitted to tell its story, he may interpret 
it through some form of art, such as, writing, song, or 
dance. 
In creating original songs, the melody and words may 
come singly or spontaneously. A beautiful melody may be 
the starting point or a poem may be set to music. The 
whole song may be composed by one child or by a group of 
children. The important consideration in creative music 
is the valuable growth it affords the child. The musical 
and artistic worth of the composition do not determine the 
worth of the experience. The child has grown in the doing. 
In cr~ating a musical composition, he comes to regard music 
~s a natural means of expression. The need to understand 
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music symbols and the desire to use musical notation will 
' stimulate a study of.' them. Knowledge thus gained will be 
more ef.'f.'ective than that which is gained through any other 
:means. 
I 
' The th:rilling experience of.' composing music has been ·. 
poetically spoken through Abt Vogler by Robert Browning in 
the following: 
All through my keys that gave their sounds to a 
wish of my soul, 
All through my soul that praised as its wish flowed 
visibly f.'orth, 
All th:rough music and me! For think had I painted 
the whole, 
Vlhy, there it had stood, to see, nor the process 
so wonder--worth. 
Had I written the same, made verse,--still, effects 
proceed from cause, 
Ye know why the forms are fair, ye hear now the tale 
is told; 
It is all triumphant art, but art in obedience to 
laws. 
Painter and poet are proud in the artist-list 
enrolled: 
But heJ~e is the finger of.' God, a f.'lash of.' the will 
that can, 
Existent behind all laws that made them, and: lo, 
they are! 
And I know not if.', save in this, such gif.'t be 
allowed to man, 
That out of.' three sounds he frame, not a f.'ourth 
sound, bui; a star. 
Consider it well: each tone in our scale in 
itself.' is naught; 
, It is everyWhere in the world--loud, sort, and 
all is sa:Ld: 
, Give ii; to me to use! Ye have heard and seen: 
consider and bow the head! (23:10-11) 
V. PLANNING IN-SERVICE COURSES TO DEVELOP 
THE MUSICAL ABILITY OF ELEMENTARY 
SCHOOL TEACHERS 
. 
tion, he has :mggested a revision of' the number of' music 
Units required in the teacher education institutions. 
He conuneni'ls those institutions which require a music 
minor. f'or the teaching of' elementary school music. The 
MusicjEducators National Conf'erence recommends that 
eightj semester hours be required. It highly approves 
pi' those states which require twelve units. (52:38) 
! 
I 
1+7 
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The National Conference ~ the Education of Teachers recom-
mends for all teachers a two-semester hour course in sing-
ing, playing, and listening experiences be planned in such 
a manner as to develop enjoyment, knowledge, .and skills 
sufficient to encourage the continuance of music activities. 
In addition to this requirement, the following is set up 
for the specialized preparation of elementary classroom 
teachers: 
A. A Course in Elementary Music, Materials and 
Instructional Techniques. 
It is recommended that there be a requirement of. 
six semester hours, either two 3 semester hour 
courses, or three 2 semester hour courses. This 
is designed to develop: 
1. A suitable vocal production. 
2. A mastery of the elementary music score. 
3. Experience in rhythmic activities. 
4. Listening experience. 
5. Creative experience. 
6. Instrumental experience. 
a. Rhythm instruments. 
b. Melody instruments. 
B. Piano study (a recommended elective). A prac-
tical knowledge of the keyboard is a valuable 
aid to instruction. 
c. Directed observation and student teaching in 
music should be included in the general obser-
vation and student teaching requirement. 
D. Beyond required courses in music there should 
be provided elective opportunities for further 
personal development. (35:76) 
While the above relates to pre-service preparation, 
iit has important implications on in-service education. The 
i 
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teachers who have not had such experience need education to 
teach effectively their classroom music, either independently 
or under the guidance of a music specialist. A course devel-
'oping proficiency in interpreting the musical score should 
increase the teacher's ability to: (1) read music (without 
instrumental assistance) of the difficulty of songs appear-
-
;ing in the music textbooks, (2) record the correct music 
notation of simple melodies, and (3) develop an understand-
ing of elementary theory of music. (81:330) 
The concept of growth in musical knowledge and appre-
ciation must not be lost when these specific music skills 
are developed. Mursell states that the music program is 
built on five avenues of musical development, viz., (1) 
musical awareness, (2) initiative, (3) discriminatio~, 
(4) insight, and (5) skill. Emphasis should be placed on 
the essence of music, on tonal design pattern, and on 
musical values rather than on notational symbols and 
theoretical rules. (15:37) The content and procedures 
of in-service courses should be very carefully organized 
for inevitably they will be reflected in the teachers' 
classrooms. 
Improv~ singing ability. Proper use of the voice 
' is of vital importance to each individual. It contributes 
to the development of personality, to self-expression, and 
is a normalizing outlet for emotion. Only through knowledge 
of a proper management of breathing, resonance, and articu-
lation can a teacher realize the full beauty of her voice. 
Singing is the core of the elementary music program. A 
large percentage of the music course in each grade is 
:developed by rote teaching. In this, there is no sub-
stitute for beautiful tone quality. The child does not 
,just repeat the melody and words after the teacher--he 
imitates the tone quality, the phrasing, and the expres-
sion~ The quality of her performance and her attitude 
will have far-reaching effects in the music that she 
develops in the classroom. 
The following list from the Music Education Source 
Book will serve as a guide in planning a workshop course 
,in vocal music: 
a. Ability to sing and teach a song with ease. 
b. Ability to use a pitch pipe with-understanding 
and effect;iveness. · 
c. A repertoire of song literature which will 
include folk and art songs with special emphasis upon 
American folk literature. 
d. Experience in singing part songs. 
e. A knowledge of how to teach a child to use his 
singing voice correctly. (52:38) 
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Instrumental instruction. Interest in the instru-
mental progrrun will be favorably influenced by the teacher's 
ability to play an instrument. For every teacher, however, 
I 
knowledge of t;he keyboard and some ability in piano playing ' 
,are highly recommended. Van Bodegraven states that piano 
I 
lshould be taught as a tool subject for music teachers. 
(39:28-29) The Music Educators National Conrerence pre-
-
scribes the development or a functional piano technique 
ror every elementary school teacher. Four abilities 
have been listed as requirements: 
a. Ability to play the three principal chords or 
the common keys. 
b. Ability to harmonize simple melodies using 
these chords. 
c. Ability to improvise--to play rhythmic patterns 
using these chords. 
d. Abilit7 to read and play melodies in the common 
keys. (52:38) 
Instrumental music is another way of perceiving and 
expressing those subtle meanings which help in clariryin~ 
human ideals and experience. (3:111-112) Self-expression, 
through means or an instrument, permits one to lose himselr 
in the interpretation and meaning of the music. (3:221) 
Developing a love and understanding of fine music. 
There are four avenues of response to music: emotional, 
sensory, physical, and intellectual. No one avenue pro-
vides a complete response. Music is a disciplined and 
constructive means or expressing emotion. It reeds the 
emotional side or life and has a vital place in well-
rounded education. (28:536-540) Sensory pleasure in 
beautiful sound is essential to the enjoyment or music; 
lovely tone quality and pleasing combinations or tones 
are qerinitely part or our aesthetic response. Some type 
physical reaction is necessary ror complete response 
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to music. This response may be actual bodily movement, 
muscular stress and relaxation, or it may be confined to 
a "muscle set." The intellectual response is the under-
standing and recognition of design, structure, and other 
details which combine to make the musical experience 
reasonable and logical. (72:iii) 
Some music educators are using the term, "under-
standing," to replace "appreciation." (9:11) A person 
may be taught to understand the subject and then be left 
free to develop his own appreciation. Taste is a personal 
thing, and it is everyone's privilege to form independent 
opinions in matters of art. Regardless of the term used, 
it is essential that the teacher have a genuine love for 
music. Only such a person can develop a love for music 
in children. A keen sense of the beautiful in music, a 
contagious enthusiasm, some degree of power and musician-
ship, and skill in teaching procedure will lead to ever-
widening experiences With beauty in music. (47:86) 
The teacher who has approached music from an 
aesthetic standpoint and who has fine musical taste will 
provide richer and more satisfying music experiences for 
her class. It is possible for her to point out musical 
beauty, as well as beautiful music. The latter refers 
to the melodic, rhythmic, and harmonic structure, along ~ith musical form, that give merit and distinction to a 
! 
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composition. Musical beauty, however, refers to fine 
quality of tone, trueness and stability of intonation, 
sensitive dynamic effects, and the right balance and flow 
of accented and unaccented beats in the measure. (31:264) 
Seashore suggests that: 
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• . • we love it (music) because it creates a physio-
logical well-being in our organism; it is built :from 
materials which are beautiful objects in themselves; 
it carries us through the realms of' creative imagina-
tion, thought, actions, and :feelings in limitless art 
:forms; it is eelf'-propelling through natural impulses, 
such as, rhythm; it is the language of' emotion, a 
generator o:r social fellowship; it takes us out or. 
the humdrum of lif'e and makes us live in play with 
the ideal; it satisf'ies our cravings :ror intellec-
tual conquest, :for isolation in the artistic atti-
tude of' emotion, and :for self'-expression and the 
joy of' expression. (24:9) 
There is an interacting trinity o:r :factors (creator, 
interpreter, and listener) necessary to the experiencing of 
music. The musical medium originates in the mind of the 
creator, is transformed by him into purely objective terms 
of physical sound that are communicated by the interpreter 
to the listener, who re-transf'orms them into his own 
·experience. (14:11-12) 
The compose~ in the process of' creating a composition, 
employs the following components: (1) feeling, (2) emotion, 
· (3) mood, (4) passion, (5) images, (6) ideas, and (7) ideals. 
I - -
i For the inter•preter, these are transf'ormed into sound waves 
.which are organized into the medium known as "music." The 
same components used by the composer in his composition are 
re-transformed by the listener into his own experiences, 
not necessarily those of the composer. It is obvious that 
'the response of the hearer is dependent, to a large·.extent, 
. upon his past experiences. 
Radio is presenting more and more fine music for 
listening. It has been stated that the FM stations con-
tribute a great deal of their time to classical and semi-
classical programs. Television, also, is contributing 
more fine musical programs. In this medium, one not only 
·responds to the music, itself, but sees the emotional, 
sensory, physical, and intellectual responses in the 
performers as well. 
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CHAPTER V 
IMPLEMENTATION OF ELEMENTARY SCHOOL MUSIC INSTRUCTION 
THROUGH THE USE OF WORKSHOPS 
It is the purpose of this Chapter to consider the 
place of the workshop in an in-service music program for 
elementary school classroom teachers. 
The belief that, by nature, all children are respon-
sive to music necessitates a well-informed and active group 
of classroom teachers in the field of music. The respon-
siveness differs in degree and kind and also in the type 
of musical e~~erience which evokes it. Therefore, a 
sound program of music education must include a variety 
of interrelated musical activities: singing, listening, 
rhythmic and creative activities, music reading, and the 
use of rhythm and tonal instruments. 
The place of music in the educational scheme is 
changing because the scheme is changing. Classroom 
teachers are being urged to teach their own music, or 
most of it. In many cases, this puts the classroom 
teacher in a position of teaching a subject which she is 
poorly prepared, thus, making it impossible to insure the 
sound program .needed to make music meaningful to the 
student. This problem gives rise to some method of help-
ling teachers and giving added assurance to those doing a 
credible job of handling music in their own classroom. 
I. TYPE OF WORKSHOP USED FOR THIS STUDY 
The group conference. Because one of the greatest 
problems for the grade teacher is building and maintaining 
an adequate song repertoire, use of new materials, and the 
proper use of rhythm and tonal instruments, the group con-
ference is often programmed for this purpose. The 
teachers are drawn from a specific grade area. This 
allows the teachers to apply immediately and easily the 
methods of presentation and the materials suggested. Not 
only does this activity acquaint the teachers with new 
materials, but it provides an opportunity for increasing 
their abilities in reading and correctly interpreting 
these materials. 
II. ROLE OF MUSIC RELATED TO THE ENTmE 
EDUCATIONAL PROGRAM 
The music curriculum, like that in all other subject 
areas, must submit itself to the penetrating analysis of 
educators and parents demanding justification for content, 
procedure, materials, and outcome. Investigations indi-
cate tha.t many music educators are aware that the time 
has come to evaluate the music curriculum of the elemen-
tary school in the light of its effectiveness in realizing 
lthe ultimate aim of all education, namely, to assist 
I 
!children in the attainment of right judgment, appreciation, 
, and control of social values. As the needs of society 
change, the content of the curriculum tends to change, 
therefore, it should never be regarded as final. It is 
recognized that music serves as a means of integrating 
the child's personality through a rich variety of musical 
experiences. The classroom teacher has a most important 
role in making these classroom experiences meaningful. 
Although music must of itself be regarded as a 
major subject, it also serves as a powerful integrator 
to effect inter-relationships and to illuminate the 
entire education program for boys and girls. However, 
' 
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even with the youngest children, music must never become 
merely a tool with which to co-ordinate and enhance other 
subjects in the curriculum. Music makes its own distinc-
tive contribution. 
III. ORIENTATION 
Music education is not merely the teaching of music. 
It is also the relating of music to human life and the pro-
moting of its use and enjoyment. The teaching of music is 
an act of leadership, an attempt to crystallize a popular 
hope and faith. A well-organized music program not only 
contributes to the growth of each individual child, but 
it becomes an integral part of the community life. The 
study of music develops a feeling for ideal values and 
brings an uplifting power and a message of beauty. The 
classroom teacher and the music teacher should emphasize, 
first and foremost, the aesthetic values of the art of 
music. 
While the majority of individuals will become lis-
teners {consumers), the listener with some experience in 
·making ~usic (the producer) has a decided advantage over 
--
those who know nothing of performance. For this reason, 
all pupils should participate in the program to the limit 
of their indj_ vidual abilities. 
Experiences in music should stimulate four types 
of responses, namely, emotional, sensory, physical, and 
intellectual. 
Emotional response. Music is primarily an agency 
for the expression of emotion, and proper music instruc-
tion both can and should do much to repair the neglect of 
emotional experience and expression so evident in modern 
education. 
Sensory response. Music is the art which uses tone 
as its medium. Varied experiences with beautiful tone 
quality, both in listening and in performance, are most 
effective in carrying home its message. 
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Physical response. The full apprehension of music, 
and particularly of its rhythmic element, is greatly 
assisted by appropriate bodily response. 
Intellectual response. The intellectual response is 
the understanding and recognition of design, structure, and 
other details which combine to make the music experience 
reasonable and logical. 
While singing is the core of the music program, it 
does not give the children a rich and complete music exper-
ience without the related activities of listening, playing, 
dancing, and creating. Singing is the musical expression 
possible for all children, but development of well-rounded 
musicianship depends on all five activities. This study 
is primarily interested in only three, namely, singing, 
playing, and rhythmic, and all of these interrelated. 
Playing gives the child comprehension of tonal 
relationships within a "space frame" and develops muscular 
co-ordination and rhythmic feeling by the actual manipula-
tion of instruments. 
Rhythmic activities {dancing, games, etc.) consti-
tute another f'orm of physical response. In all ensemble 
performance, from solo singing with accompaniment through 
group and class singing to intricate instrumental combina-
tions, rhythmic sense preventschaos. A wrong note will 
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not destroy an ensemble feeling, but inaccurate rhythm 
makes it impossible to maintain that feeling. Power to 
express rhythm must be developed along with ability to 
sense clearly the notation of rhythmic patterns. 
Much literature written with regard to the field 
of music education separates "creativity" as one of the 
five areas to be taught in the classroom. Creativity is 
not a part but the sum of all that is accomplished by 
the classroom teacher. 
IV. WORKSHOP IN MUSIC FOR ELEMENTARY CLASSROOM 
TEACHERS, GRADES ONE AND TWO 
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Objectives 
Singing_ 
To help every child sing easily and expressively; to 
acquaint him with many songs he will always 
cherish. 
To help the child develop a good singing tone, to 
achieve 11 in-tuneness," to match his voice with 
others, and to sing With an accompaniment. 
While attaining these goals, the child can also 
learn to discover and appreciate the beauty of 
music being sung. 
Rhythm 
To help every child discover the rhythms of m~sic 
and to express them with his own movements. 
PlayinJ[ of instruments 
To help the child gain the experience of playing a 
melody instrument or rhythm instrument while 
learning to sing a song. 
Music reading 
To help the child hear melody direction and gain a 
sense of tonal relation.s within a key. 
To awaken in the child a sense of contrasts in 
Materials 
music: low and high, fast and slow, soft and 
loud, active and restful. 
A. WORKSHOP FOR GRADES ONE AND TWO 
Song: "See-Saw, Margery Daw" from Music •round the 
Clock (62:30) . . -
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Song recording: "se·e-Saw, Margery Daw" in the album 
32, 3201 B. 
Instruments: Song bells. (If bells are not available, 
experiments at the piano will suffice, 
also water glasses tuned to the notes 
desired.) 
Suggested Outcomes and Understandings 
Song necording. The song recording is used to become 
familiar with the melody and to become aware of the mood the 
song creates. Beautiful recordings of children's songs are 
a valuable aid in teaching. However, it is important to 
sing often without the recording, both to develop indepen-
dence in singing and to make certain that children listen 
to themselves as they sing. 
Rhythmic response. Swinging is a natural physical 
response to this song. The song lends itself naturally to 
strong, steady rhythmic activity in imitation of the regular 
up-and-down motion of the see-saw. 
Children play teeter board by extending their arms 
sideways from the shoulder, one arm up and one down, tilt-
ing them like a see-saw. Two children may take hold of 
the extended hands of the 11 see-saw, 11 one at each side. 
One child bends his knees low first; then as he straightens 
to a standing position, the other child bends low. They 
alternate in rhythm with the song. 
Concept of ~ and low. The introduction is 
included on the recording, preceding the second singing 
of the song. This introduction can help children gain a 
concept of high and low :t.:n~ music. Having each child use 
hand levels to show the octave jump reinforces his 
awareness of the contrast. Names of individuals can be 
used for variation: ",Johnny goes up, Mary goes down; up, 
down, up, down." 
Tone guality. It is never too early to think 
seriously about tone quality. Too many teachers feel 
this is for the upper grades. Good habits to start will 
make singing much more enjoyable for the child in his 
future years. 
If necessary to improve the quality of tone, the 
song might be sung on a neutral syllable, such as, "oo 11 • 
Additional Materials 
"Anna Maria, Wake Up!" (62:13) 
"Frisky Wisk11 (62:22) 
"The Farmer in the Dell" (62:40) 
"Learning to Swin\?" (54: l!j.l) 
"The Cuckoo Clock (54:164) 
"The Oriole" (54:54) 
B. WORKSHOP FOR GRADES ONE AND TWO 
Materials 
Song: "The Fiddle" from Music Round the Town (63:94) 
Song recording: "The Fiddle" in tile album 36, 
3602-B. 
Instruments: Bells may be employed in this song along 
with a beginning violin student. 
Suggested Outcomes and Understandings 
Song pecording. Once again, the song recording is 
· used to help in teaching the song to the students, making 
it possible for them to sing it well. The recording also 
gives the teacher the opportunity to move about the class 
and listen, J~ather than sing herself. 
Hearing the violin in this song introduces the 
class to an c>rchestral instrument which, in many cases, 
is going to be introduced by the instrumental teacher 
. the following year. The recording shows various ways 
: which the vic> lin can sound. 
Tonal relation. The children will discover that 
•the first two measures of the :first line are identical 
.with the first two measures o:f the second line. This 
discovery is a result both of hearing and seeing the 
contour o:f the phrases. Awakening this ldnd of obser-
·. vation is an important part of establishing readiness 
·for music reading. Singing tone names as an extra 
·stanza, especially if accompanied by the use of hand 
levels to express changes of pitch level during the 
singing, will also help children to discover tonal 
relations. 
64 
Playing of instruments. Bells may be used in this 
song to play a counter melody which is written with the 
song. This makes a very lovely duet with the melody of 
the song. Again, if bells are not available, it is pos-
sible to tune water glasses to the pitches desired. The 
piano may also be incorporated as a melody instrument, 
thereby, teaching not only the notes to be used in the 
song, but stj.mulating interest in the piano. 
Reading readiness. Through the simplicity of the 
song, melodic line and character will be noticed by the 
student, making him aware of the printed page. This is 
most important for a future reader of music. 
Additional Materials 
"Round and Round the Village" (63:95) 
"My Kitty" (69:15) 
"Firefly" (69:20) 
"I'm on My Way" (69:37) 
C. WORKSHOP FOR GRADES ONE AND TWO 
Materials 
Song: "Going to Boston" from Music for Young Ameri-
~' Book Two. (59:45) -- • 
Song recording: "Going to Boston" in the album BM-2. 
Instruments: Drums, rhythm sticks, and melody bells. 
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Suggested Outcomes and Understandings 
Song recording. The length of the recording makes it 
· possible to do much with this song. The recording may be 
: used to teach the song. Further, if the teacher wishes, the 
1
1 use of either drums or rhythm sticks may be employed to 
emphasize the quarter notes which are to be taught in the 
song. 
Tonal relation. Sight is most important to the future 
musician. Many young people are unaware of those th~ngs 
which should be apparent to them. This song, by repetition 
of lines, again makes the young person see the similarity 
of' lines on the written page, and the similarity of' notes 
·used in the song. 
Rhythm_. This is an excellent song for the observa-
ition of' quarter notes and walking rhythm. Rhythm is not a 
passive thing--it must be developed through participation. 
,Therefore, the children should be encouraged to step, 
clap, sing, and play instruments whenever possible. 
Playing of instruments. The rhythm sticks, drums, 
or other rhythm instruments can well exemplify the quarter 
notes or walking notes. The melody bells can be employed 
to show the repeated phrases. With the use of these 
instruments, the rhythm and the like phrases will be 
much more readily understood than if just sung. 
Additional Materials 
11 The Chimes" (55:142) 
"Robinson Crusoe" (55:134) 
D. WORKSHOP FOR GRADES ONE AND TWO 
Materials 
Song: "Kicklety Kacklety" from Music for Young 
Americans, Book Two. (59:94) ---
Song recording: 11Kicklety Kacklety" in the album 
BM-2. 
Instruments: Jingle instruments, such as, jingle 
hammers, jingle blocks, tambourines. 
Other instruments which may be used 
are wooden rhythm sticks and rhythm 
claves. 
Suggested Outcomes and Understandings 
Song recording. From the recording will come a 
greater understanding of rhythm with regard to quarter 
notes (walking notes), eighth notes (running notes}, 
-
and half notes (slow rhythm). 
Through the use of different instruments for various 
rhythms, the child will feel the value of quarter, eighth, 
and half notes, rather than just seeing or singing them. 
The im1truments will add variety to the song, 
giving more meaning to the words which can be better 
described by instruments than by singing. 
Rhythm instruments. This song is so designed that 
two groups of children may be used, one using the jingle 
rhythm instruments, and the other group making use of 
wooden rhythm instruments. 
Becau11e of the manner in which the song is phrased, 
eighth notes are easily separated from the slower quarter 
note rhythms. This can be carried out very cleverly in 
, the refrain flection of the song. 
Tonal relation. A good share of this song is 
written on the three basic notes of the major triad in 
the key of F major, 1-3-5 or do-mi-sol. 
This is familiar to the child, therefore, carrying 
out any creative work with regard to rhythms should not 
be.hampered by unfamiliar intervals on the part of the 
students. Most of the rhythms brought to focus by the 
song are written in this grouping of notes. 
V. WORKSHOP IN MUSIC FOR ELEMENTARY CLASSROOM 
TEACHERS, GRADES THREE AND FOUR 
Objectives 
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To increase in the child a love for music and develop 
a greater sense of group participation. 
To enlighten children to the folk and art songs 
related to his own part of the country, along 
with those of other regions. 
69 
To develop an appreciation for the many ethnic groups 
in America with regard to their songs and 
customs. 
To help the child discover: 
Phrasing 
Musical phrasing consciousness. 
Song form. 
Feeling or song structure. 
Tonal relations in melodies 
Direction (up or down). 
Seeing and hearing tonal patterns or groups. 
To sense proper notes related to key of song being 
used. 
To learn, through use or major scale, the difference 
in the fi've-tone or pentatonic scale. 
Bhythm 
To bring about an increase in the understanding or 
rhythm by actually reeling the rhythm of the 
song, rather than by seeing the rhythms on the 
printed page. 
To provide enjoyment through motion, helping the 
children to sense the organization of movement 
and how notational symbols express movement. 
Music reading 
To develop,through the musical page, the skill of 
reading music and not just the notes. 
To read with the basic thought of making the song 
a better musical expression, rather than for 
note reading only. 
A. WORKSHOP FOR GRADES THREE AND FOUR 
Materials 
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Song: "There Stands a Little Man" from Music Through 
the Year. (64:21) 
Song recording: "There Stands a Little Man" in the 
album 41, 4102-A. 
Instruments: Bells, piano, wood block, and autoharp. 
Suggested Outcomes and Understandings 
Song recording. With the use of the recording, it 
will be possible for the teacher to teach the song, if 
necessary, but more important, she will be free to add 
interesting material to the song by means of various 
. instruments which will demonstrate and teach the young 
people tonal patterns, rhythms, etc. 
Rhythmic response. This song is ideal for showing 
the even "running-note" pattern of eighth notes, 2/4 - -
~- -/----/,also the introduction of an eighth rest 
in. conjunction with the eighth note itself. 2/4 _, - T I 
_, - ,;. There is a dotted eighth, sixteenth rhythm which 
breaks up the even eighth note pattern, giving the eye 
something to see and, later on by the use of instruments, 
giving the body something with which to feel the rhythm. 
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Instruments. Through continued focusing of atten-
tion on tonal patterns, children develop a tonal vocabulary. 
The tonal patterns, do, re, mi, fa, sol, or 1, 2, 3, 4, 5, 
appear frequently in this song and may easily be played, 
either by the bells, or the piano. Interest in different 
instruments is a goal of music educators and, by letting 
.the children handle, play, and hear different instruments, 
this goal will be achieved much more rapidly than by mere 
talk. The wood block can well be put to use to illustrate 
the eighth note, eighth rest pattern found in the song. 
Music peading. The frequent appearance of the 
syllables, do, re, mi, fa, and sol, also mi, re, and do, 
contribute to the development of music reading ability. 
Various methods are employed to teach young people 
how to read music. Among these methods are syllables, 
numbers, and letters. If the children have been in the 
habit of reading letters because of experiences with the 
song-flute, it may be found that this method will prove 
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more effective than syllables or numbers. Regardless of 
the method used, the repeated phrases of 1, 2, 3, 4, 5, 
and 3, 2, 1 contribute to the teaching of the song. 
Origin of song. Music appreciation can well be 
taught through this song for it comes from the operetta, 
.Hansel and Gretel, which all children should know. 
A recording of the song in its original form would 
make good listening in the class. Play the well-known 
lullaby from the operetta and notice how many of the 
children in the class recognize it. By so doing, this 
origin of the Lullaby will be established and, at the 
same time, there will have been added another song to 
.their repertoire from the literature of the operetta, 
Hansel and Gretel, by Humperdinck. 
Additional Materials 
"A Basketful of Nuts" (64:37) 
"America" (64:38) 
"Taffy" ( 60: 4o) . 
"Poor Old.Man" (60:62) 
11 Sh0o, Fly, Don't Bother Me" (71:118) 
"Jingle at the Window" ~74:13) 
"Nibblety, Nibblety, Nib~ (74:142) 
B. WORKSHOP FOR GRillES THREE AND FOUR 
Mate:r:iials 
Song: "Halloween Nie;ht" from Music Through the 
Year. (64:4o) 
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I' 
Song recording: "Halloween Night" in album 41, 
4102-B. 
Instruments: Piano, song bells, and autoharp. 
Suggested Outcomes and Understandings 
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Song recording. The record will aid the teacher in 
,the art of singing, exemplifying proper tone quality, phras-
:ing, tempo, and pitch. 
In previous songs, the children have sung the inter-
vals 1 do, re, mi, fa, and sol, or 1, 2, 3, 4, 5, also the 
'song ending, mi, re, do, or 3, 2, 1. With the children 
playing and singing do, re, mi--re, mi, fa, two complete 
'measures of this song will have been read, rather than 
:taught by rote. 
In the first four measures of the song, the descend-
'ing scale of D major will be found. This can be pointed 
out to the students by using bells or piano, playing the 
first and fourth beat of the first four measures. 
Rhythmic response. Rhythm is something to be seen 
on the printed page and translated into bodily movement 
which will have an end result of good rhythmic expression 
·in the song. 
By use of the signature, 6/8, or eighth notes 
-----.expressed in the following manner, 6/8 - - - - - - / 
1 2 
children will see, and later feel, the ~r '~ '- - - - - ... the > • 
1 2 
·motion created by 6/8 meter. 
Instruction may be given with regard to the meaning 
of 6/8. The signature of any song will prove to be most 
important in future reading. 
Instruments. The use of the autoharp makes a very 
•useful accompaniment when knowledge of the piano keyboard 
is lacking. Four keys are used in this song, making it 
possible for the children to use the autoharp. Through 
this participation, the children will gain a sense of 
harmonic structure added to the melody. 
I The melodic aspect of the song may well be augmented 
by the use of bells, playing portions of the song, at 
!first, and later playing the entire song with autoharp 
and voice accompaniment. 
Music reading. The descending scale of D major is 
l\f.,~;r rr J)JIJ_J,~ very evident in this song, 
along with the tonal pat-
-~' -----=.=.....:... ----· 
terns, do, re, mi--re, mi, fa. The last line of the song 
should be read by the children with the exception of one 
tone which will be unfamiliar; that tone being ti. 
In previous songs, the ending, mi, re, do, has been 
recognized and sung many time by the children. The ending 
of this song, do, ti, do, Will look and sound different to 
the class, but with very little explanation, a new interval 
and new song ending will have been taught. 
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Incorporating the known with the unknown makes for 
fertile teaching ground. This will be noted in all phases 
of education. 
Additional Materials 
11 Song of Colors" (60:9) 
"Sweet Kitty Clover" (Eio:6o) 
"We Wish You a Merry Christmas" (64:65) 
"Carnival Time" (61.J.:71) 
"Paper of Pins" (71:124) 
"I Saw Three Ships" (71:159) 
"Cherries are Ripe" (74:127) 
"The Needle's Eye 11 (74:45) 
C. WORKSHOP FOR GRADES THREE AND FOUR 
·Materials 
Song: "Good Night 11 from Music Across Our Country. 
(61:114) 
-
Instruments: Song-flutes, bells, and piano. 
Suggested Outcomes and Understandings 
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Music reading. The "round" is a very good method of 
introducing part-singing. This old English round is a 
favorite of many children, and it will be found very easy 
to teach by rote, rote-note, or purely by note. Note 
that the intervals and tonal patterns are already familiar 
to the child at this grade level. 
1' 
By us of the round, one melody line is learned and 
i' 
:the printed page does not become cluttered with the 
appearance of double sets of notes which, at first, can 
become very confusing to the child. 
Harmonic exactness should be a goal, using this 
type of song. The1onger children sing out of tune and 
are not corrected, the more difficult teaching intonation. 
Playing of instruments. In a school system in 
which a song-flute program is used, the teachers and the 
children are always looking for material for the song-
flute other than what is found in the books used for 
class instruction. This song is well suited for just 
such an activity. 
The teacher, before introducing this as a song to 
be sung,.might well use it in a song-flute class, playing 
the song undivided and later using it as a round for the 
instruments. 
This approach will help the child to understand the 
intervals and tonal patterns involved, and will allow the 
song to be read from an instrumental approach which will 
hel~ later in tieing together the intervals and tonal 
patterns sung by syllables, or numbers. 
After the song is learned vocally, the addition of 
bells, song-flutes, piano, can make the song very interest-
ing and will be valuable in the introduction of a two-part 
song .• 
Voice quality of teacher. It is not necessary that 
the teacher possess a trained voice. Singing which is 
sincerely expressive is likely to be beautiful and appeal-
ing to children. The first step in singing a beautiful 
tone is to think a beautiful tone. Relaxation and natural-
ness are most desirable. Teachers should not underestimate 
their potentialities in this connection. Constant effort 
can result in steady improvement. With steady improvement 
on the part of the teacher, the singing voice of the child 
will also become that much better. 
If, in rare instances, a teacher should realize that 
his voice quality is a deterrent to beautiful singing on 
the part of children, he may rely on recordings or selected 
students to serve as models for the desired tone quality. 
Additional Materials 
"Little Tom Tinker" (61:77) 
"Row, Row, Row Your Boat" (61:101) 
"White Coral Bells" (61:106) 
"To Market" (56:137) _ 
"Scotland's Burning" (56:73) 
''Echo" (75:165\ 
"Lovely Eveninfi(' (75:121) 
"Weather Signs (70: 94) 
D. WORKSHOP FOR GRADES THREE AND FOUR 
Materials 
Song: "Prayer at Evenin~" from Music Across Our 
Country. (61:114) 
Instruments: Song-flutes, melody bells, and piano. 
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Suggested Outcomes and Understandings 
Singing experiences. This lovely German folk song 
will help greatly in conditioning the children for more 
complex two-part singing which will follow. 
Tone quality is a most important factor in this 
song. Contrast of a rollicking "hiking" song to that of 
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a lullaby, such as this, should be made very clear to the 
student. Without expressive singing, there is lacking the 
emotional stimulus needed to make a song meaningful to both 
the singer and listener. 
The range of this particular song is perfect for 
developing good tone with young people. It lies within 
the better part of their range and does not call for any 
strained tones which might be found in a song of different 
range. 
Playing of instruments. Melody instruments aid 
greatly in the transition from unison singing to singing 
in two parts. Children will be much more aware of the 
"new" or second part when they hear it played on an 
instrument. This instrument creates a foreign sound 
which is different than the human voice, thus the desire 
to listen is stimulated. 
One great problem in two-part singing is developing 
i in the child the art of listening. The child must hear 
the second part before combining with it the melody. 
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Music reading. It will be noted that this song is 
built on a scale-wise sequence of tones, thus making it 
very easy to read. If the teacher will focus attention 
upon the first note of each line, a group of familiar 
tonal patterns will emerge making the teaching of the 
song a very simple matter for the teacher. 
This is a lovely song with which to build confidence 
in singing a simple alto part below a melody. It is so 
easy for part of the group to continue the same tone F, 
instead of moving up the A for "sleep" at the end of the 
first line, thus making an easy duet with the upper part. 
J_ ...r I .r .. rrs 
• 
- ----------- ----~----------
" 
... -z 'f 
- I L 
Now I lay me down to' sleep 
THE SECRET OF DOING THIS WELL IS IN LEARNING TO 
LISTEN FOR CORRECT INTONATION. 
Additional Materials 
"Crawl Little Caterpillar" (61:157) 
"To the Woods" (56:1911 
11 Spring Birds 11 (.56: 193 . 
"Rowing to Camp,". (75:1 7) 
"Spring Garden 1 (75:147) 
"Animal Song" (70:21) 
"Sit Down, Rest_a Little While" (70:28) 
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VI. WORKSHOP IN MUSIC FOR ELEMENTARY CLASSROOM 
TEACHERS FOR GRADES FIVE AND SIX 
Objectives 
To derive pleasure in musical expression through 
singing, dancing, playing of instruments, 
dramatization, and participation in musical 
games, both in school and at home. 
To develop in the child the desire to learn many 
songs, enlarging his repertoire to cover art, 
folk and patriotic songs, ballads, hymns, 
rounds, and singing games. 
To develop correct habits with regard to use of the 
singing voice allowing him to sing alone or with 
others, in a register appropriate for the child, 
with correct pitch and freedom of expression. 
To develop the ability to hear, imitate, see, and 
read many simp~chordal and scale-line patterns 
found in songs. Fourths, fifths, sixths, 
sevenths, and octaves should be frequently 
encountered in song material. Materials 
should include some melodies with chromatic 
alterations and songs in minor, as well as 
major keys. 
To develop a rhythmic vocabulary allowing the proper 
feeling and interpretation of fundamental rhythm 
patterns found in songs. Two tones to a beat, 
the dotted quarter followed by the eighth, six-
eight meter, and the dotted eighth and sixteenth 
note pattern should receive adequate presenta-
tion. 
81 
To develop interpretive insight, singing phrase-wise 
rather than note by note, and with consideration 
for the meaning of the texts, as well as the mood 
and character of the music. 
To develop pleasure from listening to music. Hearing 
with growing understanding considerable music 
performed by others, including children, teachers, 
visitors, or by means of the radio, phonograph, 
and, in some cases, television. 
To develop instrumental expression through the use 
of simple melodic and rhythmic instruments, as 
well as those commonly employed instruments of 
band and orchestra. 
·Materials 
Song: 
A. WORKSHOP FOR GRADES FIVE AND SIX 
11 The Spanish Guitar" from Voices of America. (65:32) 
Instruments: b b b B clarinet, E alto saxophone, B 
tenor saxophone, or group of three 
~ clarinets, tambourine. 
Suggested Outcomes and Understandings 
Singing experience. This type of song employs a 
special type of vocal usage. Light, short, spirited tones 
should be produced, giving to the song the proper mood and 
expression. By comparison With other songs which are 
expressed by slow, heavy tones, the children will readily 
understand what is meant by light, short, spirited tones. 
An example of the comparison could well be "Ode to America" 
from Voices of America. (70:106) 
The teacher's exactness of interval study is most 
important. The refrain contains the intervals 
d d 
s s 
m m 
which are basic in the study of the major triad, and if 
taught properly, will help greatly in developing accurate 
intonation. If children are allowed to sing constantly 
out of tune, a habit will be formed which is very diffi-
cult to break in future singing experiences. 
Rhythm. With the Latin flavor of this song and the 
rhythms found, it would be well to point out the rhythms 
at the end of the second and fourth lines, __ ./ __ ./; 
the same rhythm also is used in the last two measures of 
the refrain. 
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This is a very popular rhythm in Latin American 
music and can be taught easily by use of hand clapping, 
triangle, tambourine, or other rhythm instruments which 
may be used at the discretion of the teacher. 
Playing rhythms or using bodily movement associated 
with specific rhythms help the child to express himself 
rhythmically, making the rhythm meaningful rather than 
mechanical. This is best exemplified by the skipping 
or 618 rhythm I I 
~3no~3no 
Playing of instruments. There is a musical accom-
paniment written for this song, employing the use of Bb 
clarinet, E~ alto b saxophone, and B tenor saxophone. 
many cases, three Bb clarinets might be more readily 
available than saxophones, therefore, a transposition 
may be necessary to make the accompaniment adaptable 
to the clarinets. 
In 
The song may be done entirely as an instrumental 
number by using song-flutes to replace the melody line 
sung by the voice. 
Variations of this type will make the song much 
more meaningful to the children and will give them exper-
ience in musical expression, other than the voice. 
Music reading. Tonal pattern of s - d, 1 - r, plus 
the major triad, is emphasized in this song. With constant 
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attention given to new intervals, and with the intervals 
being sung correctly, the tonal vocabulary of the children 
will become such that songs will be read willingly, rather 
than with a rebellious attitude on the part of the children. 
Additional Materials 
''Serenade'' (65:167) 
"The Cowboy" (57:110), 
"Springfield Mountain ' (57: 46) 
"In the Plaza" (77:1+6) . 
"The Blacksmith" .. (77:66) 
11 Fiesta 11 (68:188). 
"Clementine" (68:107) 
Materials 
Song: 
B. WORKSHOP FOR GRADES FIVE AND SIX 
"The Lord is My Shepherd" from Voices of 
America. (65:184-) -
Instruments: Violin, cello, piano, clarinet and 
autoharp. 
Suggested Outcomes and Understandings 
Singing experience. This song differs greatly from 
most in that a very melodic line is given to the alto part, 
making the soprano more harmonic than melodic. 
Good choral writing will vary the melody line, first 
to one part and then the other. This type of writing is a 
! goodl"introduction into part-singing and will prove to be a 
i valuable experience in developing a keen sense of melodic-
line on the part of the child. 
Phrasing is most important in a song of this nature. 
The long phrase, opposed to the short, dance phrase will be 
noted. Good breathing is necessary in fostering good 
phrasing, a technique often overlooked by many teachers. 
Rhythm. Other than the •'· .f' rhythm, followed by 
even eighth notes, the problem of rhythm is lacking com-
pletely. The ,.1_ ,f' problem may be handled very easily 
note pulse by breaking down the measure into an eighth 
(' i' fl ('I f' " throughout, that is, , - - - - , J' ~ / Follow 
2 and. 1 and 2 and 1 and 
by pointing out the value of each note 
the following manner, r r " ·~ 1 and 2 
(' , 
and 
in the pattern in 
Playing of instruments. An instrumental part is 
written for the song, using the violin and cello. The 
cello part actually plays the alto part, strengthening 
the melodic line. An obligato is written for the violin, 
introducing a third part to the song which will encourage 
simultaneous listening and singing. 
If no piano is available, autoharp accompaniment 
will serve well to introduce proper harmony to the song. 
Children playing autoharps will soon be able to recognize 
various chords used in connection with melodic patterns. 
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Music reading. The tonal patterns, s-d-t-1-s, are 
found in the first three lines of the alto part, introducing 
intervals ramiliar to the students. The soprano part is 
relatively simple in that the intervals are more stepwise 
than round in the second part. 
A problem or reading outside the starr will 
undoubtedly make itselr known with regard to the altos, 
especially in the :f.'irst J,in~ o:f the song. ____________ _ 
rr(E! IH_;IlfJ-:IQi,kJ Arj' 
The second line or the song will give less trouble 
W't) ##f_lp;; 1~1 %I;~~' 
even though leger-lines are present because of the step-
wise motion or the notes. 
The rourth line of the song may be used to intro-
duce or review chromatics. This may be done by the method 
best understood by the teacher, either numbers, syllables, 
or letters. 
Additional Materials 
"Children's Prayer" (65il83) 
"My Sweetheart's the Mule in the Mines" (65:15/.J.) 
"The First Tulip" (57:li.J.4) 
"The Brooklet" (57:128~ 
"Bells Above the.Chapel' (77:179) 
"Bluebonnets" (77:163) 
''Deep in the Forest" ~77: 1/.J.o~ 
"Down in the Valley" 68:176 -
11 Song of the Fishes" 68:108 
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C. l'/ORKSHOP FOR GRADES FIVE AND SIX 
Materials 
Song: "The Ash Grove" from Voices of the World. (66:18) ---
Instruments: Melody bells. 
Suggested OUtcomes and Understandings 
Singing experience. This song implies a long phrase 
1
approach rather than the short phrase found in dance tunes. 
The rise and fall of the melodic line may assist in extend-
ing the range of the children's voices. The tone quality 
will be improved if the mood of the song is emphasized and 
the response is appropriate to that mood. 
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If necessary to improve the quality of tone, the song 
might be sung on a neutral syllable, such as, "oo". 
An appropriate tone quality can be obtained by 
emphasizing the meaning of the words. The device, singing 
on a neutral syllable, is most effective when the song is 
familiar to children and when they are attempting con-
sciously to produce a tone which is beautiful. 
Playing of instruments. The graceful rise and fall 
of this flowing melody makes a wave-like, descending melodic 
sequence. Syllable letters every two measures help children 
to\ see and hear the sequence pattern. These may be 
emphasized by the use of melody bells which will clearly 
show the descending sequence of notes. 
In this song is found a descant which might well 
be played by melody bells after the song has been learned. 
Music reading. An A-B-A form is found in this song. 
This may be best described as two identical melodies, one 
at the beginning and one at the end of the song. The B, 
or middle section, is another melody of eight measure 
duration. 
It might be well to have the children look for other 
songs constructed in the A-B-A form,making them aware of 
melodic patterns. 
The interval study in this song is quite unique in 
that the major scale is formed, in part, by the melodic 
line. 
A descant is added to the second A section of the 
song, making a third part which will enrich the song and 
again develop the art of listening. Hearing parts other 
than the one being sung contributes to proper intonation. 
Additional Materials 
"Paul on the Hillside" (66:45) 
"With Sound of Pipe and Flute and Drum" (66:70) 
"come, Gentle Spring" (58:168) 
"The Brooklet" (58:187), 
"America, the Beautiful' (71:154) 
"It's Me, 0 Lord" (71:114) 
11 Zum-Ta-Di-Ya" (67:203) 
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D. WORKSHOP FOR GRADES FIVE AND SIX 
'Materials 
Sorig: "Austrian Hymn" f'rom Voices of' the World. (66:88) - --
Instruments: Violin, cello, string bass, trumpet, 
baritone, and trombone. 
Suggested OUtcomes and Understandings 
Singing experience. Since 1797, when this great 
hymn was written by Haydn f'or the Emperor of' Austria, it 
has been sung in many countries with many dif'f'erent words. 
The words used in this song are the best-known in our 
c.ountry, and the hymn will be f'ound in many Protestant 
hYmnals. The hymn is based on an old Creation f'olk tune 
remembered from Haydn's childhood. He used this same 
f'ine .tune f'or the second movement of' his String Quartet 
in C. 
The range of' one octave presents itself', giving 
color and f'orm to the melodic line. Breath control with 
good use of' the diaphragm will be necessary f'or the young 
children to reach the highest note of' the song. Light, 
head-tones are most essential supported by good breath. 
This will eliminate, harsh, shrill tones f'ound in many 
classrooms. 
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Rhythm. There are no syncopated rhythms in the song, 
but the J.J' f'igure may present a problem, however, the 
f'ollowing should assist in its explanation: 
.}\ .!' -" .J .f ..f J' .!' r - ~ r r 
With two or more parts, the necessity f'or accurate 
rhythm is quite evident. Eighth notes against quarter 
notes, dotted rhythms against even rhythms must be sung 
correctly, otherwise, mass confusion will exist. 
Playing of' instruments-. Variety in a music class 
invites enthusiasm and enthusiwsm enhances good learning. 
By combining instrumental and vocal experiences, a song 
' may become more meaningf'ul and the impressions gained 
f'rom this type of' activity will be remembered by the 
children. 
A string quartet f'rom the orchestra or a brass 
quartet f'rom the band may be used in this song to enrich 
the harmony and add another means of musical expression 
to the song. 
Creativeness in music is not an isolated experience 
but one which encompasses the entire music program. The 
adding of' instruments to songs can well be called creative, 
but the teacher using methods of' her own or those suggested 
by the students is also creative. Creativeness is a part 
of all musical expression. 
Music reading. Tonal patterns in the melody which 
may be troublesome are: (r-f), (t-d), (d-1), (s-r), (r-s), 
(s-f), and (1-f). With attention given to these intervals, 
the song will easily be read by the children. 
The second, or alto part, remains well in the staff, 
making it easy for the children to read. It might be well 
to point out the simplicity of the part, also the lack of 
melodic line. Making children aware of good choral writing 
is as important as it is for the English teacher to encour-
age the class to read the best of literature. 
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CHAPTER VI 
SUMMARY, CONCLUSIONS, AND RECOMMENDATIONS 
The purposes o£ this study were: (1) to examine the 
techniques involved in the in-service preparation in music 
of the classroom teacher, and (2) to present a series of 
workshops in music for the elementary classroom teacher. 
The sources of data included a review of profes-
sional literature in the areas o£ general education and 
music education. Among the sources consulted were the 
£ollowing: (1) Yearbooks of the Music Educators National 
Conference, (2) Yearbooks of the Music Teachers National 
Association, (3) bulletins of the Music Education Research 
Council of the Music Educators National Conference, 
(4) bulletins and Yearbooks of the National Education 
Association, (5) Yearbooks of the Association for Super-
vision and Curriculum Development, (6) professional books 
in music education and general education, and (7) unpub-
lished Masters' theses and Doctors' dissertations. 
I. SUMMARY 
An examination o£ the literature, dealing with the 
preparation of the elementary classroom teacher in the 
£ield of music, reveals that curricula of teacher education 
institutions in the area of music are inadequate. Therefore, 
the in-service preparation of classroom teachers is impor-
tant if the elementary school music program is to maintain 
and/or to achieve a high degree of excellence. 
Because of the lack of experience and preparation 
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in music of the majority of classroom teachers, a signifi-
cant number of writers in education has suggested a program 
of in-service education in music be provided. 
This study revealed that the workshop is one of the 
most important techniques employed in the in-service educa-
tion of teachers. The term and the process have previously 
been used in other fields, but it was not applied to educa-
tion until 1936 when the first workshop for teachers was 
organized at the University of Ohio. The workshop movement 
began with the over-all purpose of achieving a good educative 
experience for teachers. 
One of the reasons a workshop is of such value in 
in-service education is that activities are based upon the 
teaching problems of the participants. Advantages of the 
workshop may be best described as follows: (1) security 
of the in~ividual is preserved as he abandons old and 
familiar practices and develops new ones; and (2) profes-
sional knowledge, insight, and skill, especially in 
co-operative, democratic work, are increased for partici-
pants, and the resultant increase in the knowledge of 
materials and techniques is immediately useful. 
This study revealed that the musical activities of 
the elementary school involves the following: (1) singing, 
(2) rhythm, (3) listening, (4) playing of instruments, and 
(5) the understanding of, the musical score. Therefore, the 
in-s.ervice program in music for the elementary classroom 
teacher should include activities and discussions relating 
to each of the above. 
Included in this study were workshops designed to 
assist the elementary classroom teacher in developing more 
meaningful singing, playing of instruments, music reading, 
and rhythm activities in the classroom. A specific song 
was included in each workshop which lends itself to 
analysis in one or more of the areas mentioned above. 
It was suggested that these analyses and suggested acti-
vities might be applied to other materials which were 
similar to the song selected for discussion. A list of 
ad.ditional materials is included which could be employed 
with activities described in each of the workshops. 
II. CONCLUSIONS 
From the results of this investigation, it may be 
concluded that workshops provide an opportunity for the 
consideration of those problems confronting teachers, 
provide an opportunity for teachers· to work together in 
solution of these problems, and promote better professional 
relationships. 
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I 
[:With the relatively small amount o£ attention given 
music instruction in the teacher-preparation institutions, 
methods must be devised to augment, through in-service 
programs, the preparation o£ the elementary classroom 
teachers who become members of the elementary school 
teaching pro£ession. 
III. RECOMMENDATIONS 
The following recommendation is made as a result of 
the finding of this study: it is recommended that £uture 
studies be conducted in an effort to measure the compe-
tencies derived by elementary classroom teachers who 
participate in music workshops o£ the type suggested 
' ' 
in this study. 
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